This paper examines the Centre Dürrenmatt Neuchâtel (CDN), which opened in 2000, as the site of a "dialogue" between the ideas and practice of Switzerland's best-known Italian-speaking architect and designer, Mario Botta, and the country's best-known German-speaking playwright, Friedrich Dürrenmatt (1921Dürrenmatt ( -1990. The CDN becomes a double portrait of two Swiss artists, separated by parole but not Sprache. Both felt peripheral to Swiss society, yet each was a product of the cantonal principle of strong regionalism aerated by the Federation's facilitation of cosmopolitanism aligned in an environmental ecology that literally and figuratively mixed their respective media: the concrete for the ephemeral (Dürrenmatt) and luminous fluidity for the concrete (Botta).
Introduction
The seed for this essay was planted several years ago when I visited the then recently opened Centre Dürrenmatt Neuchâtel (CDN) in Switzerland. The center was built in (1992) (1993) (1994) (1995) (1996) (1997) (1998) (1999) (2000) with funds provided by the federal Swiss Literary Society. Exhibits and conferences related to the work of world-renowned author and playwright Friedrich Dürrenmatt ( Figure 1 ) are housed in a building by Ticinese architect Mario Botta.. i The building itself which exceeds its practical function by providing a double portrait of the two men. Botta had met the author several times and admired him deeply. Word of Dürrenmatt death in 1990, prompted Botta to sketch plans for a tribute even before contacting Charolette Kerr, Dürrenmatts second wife and director of the building project.
The essay focuses on the material and symbolic worlds created by Dürrenmatt and Botta to maintain and promote their particular world views, and examines the ways that their expressive mediums and autobiographical ideas are by turns harmonious and contradictory. Rather than taking a literary or architectural critical approach, with their emphases on quantities of formal, motivational, or chronological knowledge, my approach is impressionistic, interpretive and speculative according to the nature of the persons and the edifice, in the light of certain themes that help illuminate the material.
The first of these themes is the idea of performance and the heightened selfconsciousness -both in a deeply philosophical sense, and in the common meaning of becoming aware of how one looks in the eyes of others. Performance is related to the stage, which is both a diffuse 'natural' condition of existence, and a purposeful contrivance. The human body which transmits and expresses this performance is a central metaphor for both Dürrenmatt and Botta. Performance is also connected to the passive and active ways that both Botta and Dürrenmatt are on display at the CDN. One of Dürrenmatt themes in his essays, criticism, and stage plays is the awareness of watching and being watched. In one of his collections of essays Versuche, Dürrenmatt relates how he often turns his telescope on to the sightseers who are watching his house through their binoculars down on the promenade in Neuchâtel and follows this up with a disquisition on how we are all being watched -as we watch others -in a computerridden world.
ii The question of performance blends with a second theme. The production of an exhibition is more akin to the production of a theater piece than any other of story-telling. Like theater, exhibitions are formed by a group of people, or in this case by a single person -Botta -whose highly individualized vision and style reveals Dürrenmatt through a tightly focused lens that shows the visitor Botta's particular point of view. Exhibition design, strategies and installation are quite apart from exhibition content and it is interesting to consider the ways that these two men -stylistically worlds apart -coalesce in a single theatrical experience. The architectural language of exhibition uses Bottas dialect characterized by rigorous, stoic, astringent control, and Dürrenmatt's which can only be described as extravagant. 
The Midway
The word 'midway' refers to the middle course of an action or thought. It is also the area of a fair, a carnival, a circus, or an exposition where sideshows and other amusements are located. Dürrenmatt wrote: '. . . the event depicted (in a play) . . . often starts out right in the middle …' iii and so it is with our visit to the Centre Dürrenmatt Neuchâtel. Our arrival in Neuchâtel is just as prescribed in the stage notes of The Visit, Dürrenmatt's1965 play about the economic basis of morality which established him as a major presence on the world literary scene. iv The play opens with four people (Gülleners,) sitting on a bench outside the station, watching the express trains roaring past. Güllen, the town in which the story is set is a thinly veiled reference to the lakeside town of Neuchâtel Switzerland, a small city near the French border. In the story trains never stop here, but on this day an exception has been made and a stop has been scheduled. The four Gülleners (güllen is local vernacular for dung) v sit on the bench discussing the event that is soon to occur and the hopes they have for it.
Today we are here not to conspire in murder for profit as are the characters in the Dürrenmatt play. We are here instead to make our way to the author's home situated in a paradoxical valley on the mountain -high above Neuchâtel to see an exhibition of 
Swallowing/Breathing
The Centre is made up of thee parts: an orthogonal prism-like circulation tower an arched exhibition hall, the top of which serves as a large balcony, and Dürrenmatt's first of two houses including a swimming pool. We enter the building on a bridge which connects Dürrenmatt's old house and the tower. This entry at the horizontal and vertical center of the 'stage' parallels our arrival mid-slope when we disembarked from the train mid way between the water and Dürrenmatt's 'lost crater' as he referred to his mountain valley ( Figure 5 ).
x A small mouth of a lobby receives us. What becomes important is the process of entering, of moving from the outside to the inside, of moving down to the lower part where the precious drawings are kept. Botta's CDN will swallow us in much the same way that it incorporates, like a phagocyte, the house in which Dürrenmatt lived and worked for the last thirty years of his life. In 1952 he moved with his first wife Lotti
Geissler and his three children to the house which he describes as the 'ugliest house in the region; when he bought it'. xi The location at the top of Vallon de l'Ermitage was remote which suited his temperament perfectly and it provided a spectacular view over Lac de Neuchâtel to the distant Alps. xii Over the years Dürrenmatt cultivated a large garden over and over again by planting trees which became a part of the forest. The house sat like a block of cheese stuck in the craw of a cultural and geological epiglottis. Dürrenmatt was a Swiss-German in a French majority. He lived almost completely apart from the life of the town here in a house that sat, like the man, stuck in the craw of a cultural and geological epiglottis.
Once inside the Centre we find a cloakroom, a small kitchen and part of Dürrenmatts library. We walk several steps to our right passing from the house into the The exit door and its dissimulation is enigmatic because of the striking treatment of the door on the building's exterior, a view which is withheld from the visitor. If we were allowed to exit we would see the dash-marked vector of human metabolism with the door as the final exit. Through this door we would be able to appreciate what Botta has celebrated: grassy sloping landscape into which the belly is implanted and from which it protrudes. We would also be able to enjoy the area where Dürrenmatt cultivated his 'labyrinthine' gardens.
Outside stairs flank and accentuate the expanse of the curve resembling routes to the great ziggurats of ancient Mesopotamia one of which was in Babylon, another great theme of Dürrenmatt. Botta's usual schema is one in which buildings are never simply contoured into a site, but instead declare themselves as clear primary forms set against the topography and the sky. The only exceptions to this are cases where he adds to an existing building by digging below ground. The CDN is this. The view of it is largely hidden. Our experience is, therefore physical, not visual. It is underground architecture.
Botta thought that building underground was especially appropriate here, because: 'There are no facades. It is a hypogeal space. He [Dürrenmatt] is a writer that explores the human soul. This is why I felt that the idea of burying into the ground was right.' 
Conclusion
The enduring strength of both theater and architecture are essential elements of the experience of CDN -its physical presence and the power of the relationship between living spectator and living performer, set within the boundaries of a specific physical framework. For Botta, the strength of architecture also lies in its ability to use finite elements to talk about other things, such as 'architecture is rather like painting.' xxxv For
Dürrenmatt 'the task of art, insofar as art can have a task at all, and hence also the task of drama today is to create something concrete, something that has form.' i A parson's son and an atheist, Dürrenmatt wrote with a passion for justice and attacked many of the sacred cows of modern society, but never won the Nobel Prize some felt he deserved. Dürrenmatt was less the regional author that he was once considered to be, certainly in comparison with his compatriot Max Frisch, who left Switzerland to live abroad.
ii Friedrich Dürrenmatt, Versuche, (Zürich: Diogenes-Verlag, 1988) (The City, 1952 ) is told in the first person who is described as a hungry young painter absurd life and his room in the eastern suburb whose walls he had decorated from top to bottom. As his first wife Lotti Dürrenmatt told the Swiss public in 1963 interview, he pictured a labyrinthine town full of strange, mysterious and unnamed people.
xix Peter Erismann, op. cit., p. 86 . In 2002 one could overlooking the portion of the Swiss Expo located on Lake Neuchâtel and appreciate the UFO-like objects on the platform of the Neuchâtel arteplage (a neologism combining the French words for "art" and "beach" -shore) directly onto the lake so that they can be dismantled later without leaving trace and speculate on Dürrenmatt's reception of the spectacle.
xx Peter Erismann, op. cit., p. 88. xxi Ibid., p. 88. Reclusive Dürrenmatt was a 'self-made' astronomer and physicist, who spent a great many of his sleepless nights star-watching on the patio of his house.
xxii Pierluigi Nicolin, Mario Botta: Buildings and Projects 1961 -1982 , (New York: Rizzoli, 1984 
